Design and technical direction of  The Prime of Miss Jean Brodie by Horan, Clayton W.
University of Montana 
ScholarWorks at University of Montana 
Graduate Student Theses, Dissertations, & 
Professional Papers Graduate School 
1971 
Design and technical direction of "The Prime of Miss Jean Brodie" 
Clayton W. Horan 
The University of Montana 
Follow this and additional works at: https://scholarworks.umt.edu/etd 
Let us know how access to this document benefits you. 
Recommended Citation 
Horan, Clayton W., "Design and technical direction of "The Prime of Miss Jean Brodie"" (1971). Graduate 
Student Theses, Dissertations, & Professional Papers. 2020. 
https://scholarworks.umt.edu/etd/2020 
This Thesis is brought to you for free and open access by the Graduate School at ScholarWorks at University of 
Montana. It has been accepted for inclusion in Graduate Student Theses, Dissertations, & Professional Papers by an 
authorized administrator of ScholarWorks at University of Montana. For more information, please contact 
scholarworks@mso.umt.edu. 
THE DESIGN MD TECHNICAL DIRECTION OF 
THE PRIME OF OTSS JEA^I BUDDIE 
By 
Clagrton H. Horan 
B.S. Montana State University, 196? 
M.S. Montana State University, 1969 
Presented in partial fuLfillment of the requirements for the degree of 
Master of Fine Arts 
TOIT7ERSITY OF MOKTAKA 
1971 
Approved by: 
Chairman, Board of SxaminRrs 
, Grajdu^oJ^chool 
Date 
UMI Number: EP34097 
All rights reserved 
INFORMATION TO ALL USERS 
The quality of this reproduction is dependent on the quality of the copy submitted. 
In the unlikely event that the author did not send a complete manuscript 
and there are missing pages, these will be noted. Also, if material had to be removed, 
a note will indicate the deletion. 
UMT 
rlixiKlflig 
UMI EP34097 
Copyright 2012 by ProQuest LLC. 
All rights reserved. This edition of the work is protected against 
unauthorized copying under Title 17, United States Code. 
ProQuest LLC. 
789 East Eisenhower Parkway 
P.O. Box 1346 
Ann Arbor, Ml 48106-1346 
TABLE OF COKTEfWS 
ci-iAPTsa PAGE 
I. IMTaDDUGTroil 1 
II. MIALIBIS Mm DISIOI 5 
ni. TECmilCAL DIRSCTIOl Al© PRODUCTIOH 17 
17. LIGHTDIG MID TECHNICAL REHEA.BSAL 28 
V. CONCLUSION AlID CEITIQTJE 37 
BXBLIOGRAPHT UO 
APPENDICES U2 
A. PHOTOGiyiPHS h3 
B. PEOGRAM COPT U8 
C. FmiCIAL HEPORT $0 
D. DHAl-JBIGS Mm LIGHTBJG PLOT $2 
CHAPTER I 
BITRDDUCTTOK 
This record of the design and technical di^rection, as under­
taken by this writer for the play The Prime of Miss Jean Brodie, is 
offered in the hope that it may serve as an aid to others generally 
interested in the processes of stage design, and also to those speci­
fically interested in designing for the Masquer Theater. 
The play. The Prime of Miss Jean Erodie,^ was ad^ted by Jay 
Presson Allen, from Muriel Spark's novel about an eccentric, romantic 
school teacher, and her influence on the students she taught. This 
production was sponsored by the Montana Masquers Club,'" and given to 
raise funds to support their scholarship program for drama students 
at the University of Montana. One of the reasons for choosing this 
play was that Miss Maggie Smith had just won an Oscar for her film 
portrayal of Jean Brodie, and this national publicity, it was felt, 
TTOuld give added box office appeal to the Montana Masquers fimd rais­
ing venture. The Prime of I-liss Jean Brodie, presented as the Montana 
^Jay Presson Allen, The Prime of Miss Jean Brodie (Nexf York: 
Samuel French, Inc., 1969). 
%4ontana Masquers Club: A student club formed to, "stimulate 
interest in dramatic activities in particular, and all performing 
arts in general, at the U of M . . (from the Montana Masquers Club 
Constitution). 
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Masquers' scholarship production, was produced for the public on March 
10, 11, 12, and 13, 1971, in the Masquer Theater. The pl^ was dir­
ected by Margaret Johnson, a graduate student in Drama. 
In the interest of clarity, the following definitions of terms 
are offered: 
The Director is the one person responsible for unifying all the 
diverse elements that go into the production of a pl^. 
He is the leader, the decider, the suggester-extraordinary, 
the perpetual guide, often having both the first and last word 
duiing the weeks of preparation and rehearsal.^ 
The director has the responsibility of editing the work of 
all departments, so that he may co-ordinate each effort towards 
his approach to the plsy.^ 
The director ". . .is the final authority on all questions of staging, 
design, lighting, interpretation, etc." He can delegate authority, 
and indeed he must if all work is to be finished in a reason^le 
length of time, but he cannot delegate responsibility. It is the 
director who must control all the variables so that he may control 
the final resTilti a production that gives the audience a unified 
interpretation, the director's interpretation, of the play. 
The Designer is that person, workir^ under the director's con­
trol, who originates proposals for the design of the physical setting 
for the plsy. 
^Esme Cran5)ton, A Handbook of The Theatre (Canada: ¥. J. 
Gage Limited, 196U), p.""3^"^ 
^Ibid., p. 127. 
A, Gregory, The Director (New York: Funk and Hagnalls, 
1968), p. It. 
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. . .  a  s t a g e  d e s i g n e r  i s  a n  a r t i s t  c o n c e i v e d  i r J i t h  d r a m a t i c  
expression in ^ace, and he will use both setting and light­
ing to effect this end." 
The designer's "... realm includes all the visual a^ects of produc­
tion, other than those contributed by the actors themselves in movement 
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and personal appearance." In this production the designer was re­
sponsible for both the setting and the lighting designs. The audience 
lasers are set against the south and west walls, mth the square space 
diagonally opposite the playing area forming a lobby between the two 
sections of seating. At the downstage corner of the playing area a 
2lj.-inch square post supports the floors above. This post and the low 
10-foot ceilir^ constitute the most prominent physical features to be 
considered in any design for this theater. 
The Technical drector is found primarily in Educational Theater. 
His duties msgr include executing the design, coordinating construction 
of the set, assembly and erecting the set in place on the stage, as 
well as the recruiting and training of running crews for props, sound 
and lights. !Di addition, the technical director will supervise all 
technical rehearsals and generally oversee the technical aspects of 
the show dur5.ng its run. For this production, the technical director 
was also responsible for the lighting design. 
The Masquer Theater at the University of Montana is a two-sided 
arena mth a seating capacity for just under one hundred persons. The 
^fillard F. Bellman, Lighting the Stage Art and Practice (Cali­
fornia: Chandler Publishing Co., 19671, p. 21^*1 
"^Stephen Joseph, Scene Painting and Design (London: Sir Isaac 
Pitman and Sons Ltd., 196ii.), p• 2. 
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stage or playing area, at floor level, is spproxiitiately 23 feet 
square, set into the northeast comer of the larger (UO ft. x lj.0 ft.) 
room (see drawing floor plan). This room contains both stage and 
seating within one volume. The only upstage entrance is a door, 
approximately li feet from the east wall, piercing the north wall to 
an exit hall xdiich serves as part of the backstage area. 
In the follomng chspters an attempt will be made to communi­
cate the processes involved in the design and technical direction of 
The Prime of Miss Jean Brodie. Specifically included will be an 
analysis of the play, its atmosphere and mood, the evolution of the 
design, the problems of construction, painting, and detailing, and a 
summary and critique of the finished production as performed. 
The direction, costumes and maket^) will be discussed only as 
they affect the evolution of the design. These areas were controlled 
by others and, therefore, outside the scope of this thesis. 
CHAPTER II 
MALISIS AMD DESIGN 
The novel, The Prime of Miss Jean Brodie, by Mtoriel Spark, 
aboimds with brief, minutely i^ecific insights into the past, present, 
and future of her characters. "She works glancingly, with a razor 
blade . . . to slice these details out of their lives, giving her 
readers bits and pieces of all that is to come. "Reading her is like 
hearing eveiy vjhisper of one side of a telephone conversation. One 
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side only," and one must wait for understanding until the other side 
is heard. The novel seems to progress cumulatively, forcing the 
reader to receive his overall in^ressions by digesting many small 
details spoon fed him, one at a time, often with distracting rapidity. 
Miss Brodie said, "... IrJhat is logic. Rose?" 
"To do with reasoning, ma'am," said Rose, who later, while 
still in her teens, was to provoke Miss Brodie's amazement 
and then her awe, and finally her abounding enthusiasm for 
the role which Rose then appeared to be enacting: that of a 
great lover, magnificently elevated above the ordinary run 
of lovers, above the moral laws, Venus incarnate, something 
set apart. In fact. Rose was not at the time in question 
engaged in the love affair which Miss Brodie thought she was, 
but it seemed so, and Rose was famous for sex. But in her 
mere 11th year, on the winter's walk. Rose was taking note of 
the motor cars and Miss Brodie had not advanced far enough in 
her prime to speak of sex except by veiled allusion, as when 
she said of her warrior lover, "He was a pure man."3 
"j 
Walter Kerr, "Behold Brodie's Bravura," The New York Times, 
January 28, 1968, Section H, p. 1, col. 2. 
^Ibid., cols. 2 and 3. 
%uriel Spark, The Prime of Miss Jean Brodie (Kew York: Dell 
Publishing Co., Inc., I'^Sl), p. 117. 
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This ch^ter •will attempt to present some of the impressions 
and influences that, together with the director's inteipretation, 
molded the final design for The Prime of Miss Jean Brodie. 
Since the director required her cast to read the novel, in addi­
tion to the pls^r, it was used by the designer as source material for 
further impressions of the characters in the plegr. A brief analysis 
of the play and the novel as related to the character of Miss Brodie 
also proved helpful. The plsgr, as adapted by Jsgr Presson Allen, uses 
a style similar to the novel which cumulatively presents details or 
impressions of the characters until, finally, the total character has 
been presented. The use of the flashback convention enables the pl^ 
to travel across time, into the past and back to the present, in much 
the same fashion as the narrative style alloTfe the novel to elude the 
chronological time sequence. The pl^ begjjis with the ending point 
of the novel, with Sister Helena in her convent. It then flashes 
back to the earliest impressions of Mss Brodie, and proceeds chrono­
logically foiTjard with the flashback scenes, interri5>ted by an occa­
sional scene set in the present, then reverting to the chronological 
progression of the flashback scenes. 
The pls^i^ opens with Sister Helena (once Sandy) acting under a 
"P£?)al dispensation"^ which forces her to leave her cloisters to re­
ceive a visitor, a reporter. The reporter has come as a result of her 
newly published book. The Transfiguration of the Common Place, which 
Presson Allen, The Prime of Miss Jean Brodie (New York: 
Samuel French, Inc., 1969), p. 6. Further phrase quotations from the 
play mil not be footnoted. 
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she ssQTs, . .is about the cultivation of spiritual common sense." 
As the r^orter questions her about the influences in her life, the 
play flashes back to ffiss Brodie's classroom and we relive her d^s 
as Sandy. 
Miss Brodie enters^ taking the stage, definitely in her prime, 
and the audience begins to receive their impressions of Miss Brodie 
just as Sanc^ did when she was one of the "Brodie set." That first 
lesson was History, but then, as alwsgrs, it was Mss Brodie's history. 
Prop up your books in case of intruders ... If there are 
intruders, we are doing our history. But we will not do oirr 
history. Rather I want to tell you of my summer and the man 
I met in the Borghese gardens. . . .5 
Mss Brodie flaunts authority, in the form of Headmistress Macksgr, at 
every turn. This time she triun5)hantly extemporizes the "Battle of 
Flodden" for the headmistress. 
It is a moving story. The night before Flodden at the 
Mercat Cross beside St. Giles, a ghostly herald was heard 
reading the names of all the noble families of Scotland, 
beginning with the king. After the battle there X'jas not one 
family that had not suffered grevious loss, as you well know. 
Miss Mackay." 
The pls^r cumulatively presents impression after iit5)ression of 
Miss Brodie, until Sandy, staggering under their weight, begins to see 
Miss Brodie as a force for harm. The news of Mary's flight to Spain 
provides the trigger and Mss Brodie is slain, ".assassinated." Miss 
Brodie is defeated but she leaves one final in5)ression of her pathetic 
magnetic magnificence. 
%id., p. 8. 
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I am a descendant, do not forget, of Willie Brodiel He 
was a man of substance, a cabinet maker and a designer of 
gibbets, a member of the torn cotincil of Edinbiu*^, the 
keeper of tiTO mistresses who bore him five children between 
them. Blood tells. Eventtially he was a wanted man for 
having robbed the Excise Office—not that he needed the 
money—he was a burglar for the sake of the danger. He 
died cheerfully on a gibbet of his ox-ai devising in 1788. 
That is the sttiff I am made of 
Both the novel and the play hint at giving expression to some 
sort of imiversal statement concerning the teacher/p-upil relationship, 
and both seem to fall short. 
It is the play's present tieakness that the inexorable 
doi-mfall of Mss Brodie—her "assassination" through the 
betr^al of one of her favorite disciples—is never made 
quite clear enough, or strong enough. The crosssd.res of 
the drama, the motivation and the tindersights, the cause 
and effect of character clash and the force of circumstances, 
are in the play but do not appear to be fully untangled.^ 
The play's weakness notmthstanding, 
T'Jhat triui!5)hantly remains is the portrait of Mss Jean 
Brodie in her prime.^ 
The play. The Pilme of Mss Jean Brodie, is the story of the 
end of childhood. For Miss Brodie, it is the end of her "prime". 
For her girls, it is growing up. Mss Brodie is a romantic, a x-ioman, 
at once pathetically heroic and ridiculous, who is suddenly made to 
face the consequences of her actions. It is Mss Brodie who convinces 
Mary MacGregor to go to fight for Franco in Spain, t-iiere she is Icilled. 
It is Miss Brodie, and her amoral attitudes, x-jho inspires Sandy to 
"^Ibid., p. 8?. 
o 
°Clive Barnes, "Theater: Teacher's Tale," The New York Times, 
January 17, 1968, p. 39, col, 1. 
^Ibid. 
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become Teddy LlojTd's mistress, an act which alters the course of her 
future life. Sandy becomes more and more atrare of Mss Brodie's 
po-^rerful influence for harm, r^jon seeing it in her oi-m life, that 
she decided IBLSS Brodie isn't "... good for people," and betrays 
her to Headmistress Mackay. For perhsps the first time in her life, 
Mss Brodie is called to account for her actions. She is dismissed, 
a blow which she woiild have been able to attribute to the "gangs" who 
opposed her, but for Ifi-ss Mack^: 
Mss Brodie, I have seriously considered whether I ought 
to tell you this ... I thinlc now perhaps I should. It was 
one of your omi girls—your "set"—who put the inquiry in 
motion. So you see, Mss Brodie, this judgment against you 
is rather—far-reaching. I beg you to consider this—when 
you do finally stop to examine your conscience. 
Mss Brodie never does stop. She is obsessed "with discovering 
tAo betrayed her, screaming "Assassin" when Sandy confesses, . . I 
simply put a stop to you, Mss Brodie." But Sandy, in examining her 
OT-m conscience, reacts against MLss Brodie's life style so strongly 
that she becomes a nun and T'lithdratrs from the world, to the sanctuary 
of her cloistered convent to consider the consequences of her "assas­
sination" of M.SS Jean Brodie. 
1'H.ss Brodie was one of many x-romen, 
. . . from the age of 30 and upward, x-jho croT-?ded their war-
bereaved spinsterhood with voyages of discovery into new 
ideas and energetic practices in art or social tiielfare, 
education or religion.^ 
^*^10.1en, 22^. cit., p. 80. 
^^Spark, 22^. cit., p. $2. 
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She was alone, hox-jever, in that only she "taught in a school like 
Marcia Blaine's," a school of "traditional character" -where she did 
appear to be "a trifle out of place." The men in her life were weak, 
and no match for Jean Brodie. She shared the endoments of the ^in-
sterhood of women whose fathers had fostered their "shrewd liiits, 
high-coloured cheeks, constitutions like horses, logical educations, 
12 
hearty ^irits and private means." Her facile mind manipulated the 
people around her. To her girls, Jean was a heroine fighting battles 
with the "gangs" who opposed her; to Headmistress Mackay, Jean was a 
threat on a personal level and her educational "methods" risked the 
school's "traditiondL character." Jean Brodie was a strong, flam­
boyant, beautiful woman, TtHao ignored the petty trifles of the world's 
ds^r to day existence and was "... not interested in hman imper-
13 
fectionsl" Miss Brodie was certainly not interested in her otm 
"imperfections" and her search for truth never uncovered any facets 
that coiild not be ignored, if she didn't like what she saw. She 
admired Hitler, Mussolini and Franco, because their regimes brought 
order and organization to the messy rabble of their countries. That 
this order came at the esqjense of liberty and justice she cared not. 
Just as she cared not that Mary MacGregor died, only that she "dedi­
cated her youth to a cause," fighting for Franco "against the powers 
of darkness. 
^^Ibid., pp. 
13 
-"^Allen, ££. cit., p. 20 
^^Ibid., p. 77. 
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The romantic Miss Brodie had some of that same charisma, that 
same leadership abiliiy, as did her heroes. ISifortunately, she also 
had the same disregard for the lives of others, and her inability to 
see the sirple truth mthout romanticizing it, to see her teachings 
as dar^erous instead of liberating, to see Miss Mack^ as the upholder 
of tradition, instead of the "gangs" tjho opposed her, and to see her­
self as a lovely woman, instead of a "Joan of Arc," kept her and her 
heroes from understanding Tflhy they were opposed and defeated, by the 
very rabble whose lives they sought to make meaningful. 
Di searching for some means of translating Miss Brodie into 
"E-rorkable concepts for use in evolving a stage design, the designer 
became impressed with Jean's desires for order as she defined it. 
From first to last, Jean pressed for her girls to conform to her 
standards. 
. . . are you thinking of doing a day's washing? You have 
your sleeves rolled up. I won't have to do with girls who 
roll 15) the sleeves of their blouses. Roll them do>jn at once, 
we are civilized beings.l^ 
In the middle of her tales of Italy, Jean interrupts herself to make 
a moral point. 
"I'Jhoever has opened the window has opened it too id.de, said 
Miss Brodie. Six inches is perfectly adequate. More is vul­
gar. One should have an innate sense of these things.^® 
Miss Brodie would not allow the girls to do cartwheels on Sunds^r x^hen 
they came for tea, "... for in many ways Miss Brodie was an Edinburgh 
l^Ibid., p. 8. 
^^Spark, 0£. cit., p. 57. 
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^inster of the devest dye." 
The designer felt that somewhat formal, precise, yet siitple 
lines and foirras, almost prudish in their restraint, woiild feel at home 
I'Tith Mss Brodie. The impression of an ordered, clean and tincluttered 
setting, coiresponding to Miss Brodie's romantic outlook on life, 
uncluttered and unsullied by intrusions of truth, seemed to feel right 
as a background for Jean's sometimes frantic machinations. 
In terms of color, Jean Brodie xfas still, -within her spinster-
hood, a woman, one who could and did feel all the passions of life, 
yet was able to exercise control over them. The designer envisioned 
her schoolroom and her life in warm colors, contrasted with the bleak, 
cold stone of Edinburgh and the real world. 
Once the designer reached this stage, the practical demands of 
the play xijere considered. 
Basically, the play is set in ti-jo locales and two periods, the 
present time (1971) j "sri-th Sister Helena at the convent, and the past 
(1930), xiiith Mss Brodie at Marcia Blaine School for girls in Edin­
burgh, Scotland. The play consists of 2h scenes, five at the convent, 
and 19 flashback scenes played in ten separate locations at the school 
and in Edinburgh. In preliminary conferences, the director expressed 
the desire to have Sister Helena plsy her scenes in some kind of a 
convent setting. Also, a realistic setting for each of the nine 
flashback locations was to be attempted to test the validity and 
^"^Ibid., p. 33. 
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possability of providing, in the Masquer Theater, actual settings for 
each ^ecific locale. In addition, the inportance of the transitions 
between scenes was discussed. In consideration of the intimate actor/ 
audience format in the Masquer Theater, fecial emphasis was to be 
placed on making the transition quick and smooth, i-iithout extraneous 
noise or action. Since there were 2k scenes, all less than 10 minutes 
(approximately) in duration, the smooth progression of the play hinged 
tpon the quality of the transitions. 
Initially, several qjproaches to design v?ere discussed. The 
idea of convertible scenery, used in the convent scene, and shifted 
or manipulated, for use in one or more of the flashback scenes was 
considered. This spproach necessitated pl^ring six of the ten flash­
back scenes in one neutral area, and providing for five specific 
locales out of the convertible convent setting. It became immedi­
ately apparent that the stage areas, for these five locales, would be 
too small for the scenes to play in. The potential problems of noise 
and visual distraction inherent in this somewhat gimmicky approach 
were judged to be unsolvable xiithin the context of the mood of the 
pl^. Sister Helena needed her sanctuary and I'iiss Brodie needed her 
ordered, uncluttered setting to coiiplete Mss Allen's "intensely 
dramatic character portrait. 
^^enry Hewes, "The Theater," Saturday Review (February 3j 
1968), p. I4.5. 
At this time, the director decided that Sister Helena and the 
reporter should have a fixed area of their ot-jn, upstage of the flash­
back scenes, so that her memories would "surromd" her. Also as a 
resTilt of consideidng this first spproach, the handling of scenery 
wa^ to be minimized to facilitate transitions between scenes. 
In an attempt to give some indication of locale to the flash­
back scenes, the use of projections was considered. The projections 
would be used as background during the flashback scenes to establish 
locale. However, the Masquer Theater mitigated against this approach, 
as its two-sided seating (see Chapter I, definitions), and the solid 
upstage walls forced the placement of the screen in the upstage center 
area, considerable distance from where the flashback scenes were to 
be ple^red. The low ceiling height also limited the size of the pro­
jected image, and increased the problem of light ^ill on the screen. 
For these reasons this spproach, too, was discontinued. The di.scus-
sion, with the director, of these ^proaches to design led to the 
evolution of the follot-dng criteida: 
1) The nun and reporter were to have a fixed, inviolate 
area ijpstage center in which to play their scenes, 
the convent. 
2) The flashback scenes were all to be set in a neutral 
area, doi-aistage, mth as little manipxilation of 
scenery from scene to scene as possible. 
3) All actors, having once made their entrances, would 
rotnain on stage. Seating areas for a maximimi of 13 
were to be developed. 
Once it was decided that the actors were to remain on stage 
throughout each act, the problem of establishing locales for the 
flashback scenes became acute. With the actors using the left and 
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right stage areas for seating, to "s-urround" the •opstage convent 
setting, the idea of using a completely neutral or "limbo" area for 
the flashback scenes was discussed. This "limbo" area would utilize 
"sh^es" instead of realistic fumitTire, allox-iing patterns of use 
and hand properties to establish locale. 
With these conditions agreed upon, the designer discussed 
general blocking patterns and use of the stage with the director. 
From these discussions the platform size and sh^e evolved. Since it 
was desired that the front edge of the platform could be used for 
seating, in the classroom scenes played do'^n center, and in order to 
keep the left and right areas clear for actor seating, the platform 
coii5)lex developed a thrust along the dox^mstage/xpstage diagonal of 
the square playing area (see drawing ^). 
As the convent area needed to be s^arated from the rest of 
the stage, to give the feeling of sanctuary, it was raised six inches 
above the six-inch first level (finally 12 in., see Ch^ter III). 
Practical considerations of masking the ti)stage entrance, and the 
designer's wish to present both audiences (see drawing 7!^) with the 
same "impression," further defined the available area and sh^e of 
the convent setting. 
19 
Since the convent vxas "deep in the country," the designer 
searched for rural architecture which would give the inpression of 
siitple, uncluttered strength«— an impression, with •which both Sandy 
and Mss Brodie would be conpatible: Sandy could find the sanctuary 
she desperately needed and Miss Brodie could find a safe version of 
^^Ibid., p. 155. 
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the "truth" she professed to seek. The period of the seventeen and 
eighteen hundreds, the time of Jean's forefather, Willie Brodie, a 
"cabinet maker" who "died cheerfuUj on a gibbet of his oxm devising 
in 1788,"^® was chosen to present Jean Brodie in an hi^orical con­
text that could lend credibility to her romantic life style. 
In his researcli the designer was in^ired by an Old Tithe 
21 
Bam" built in England in the 1300's, but representing a tradition 
of construction, using thick masoruy walls of local stone and sirrple 
buttressing that is still in use todaor. Other exan5)les which a3.ded 
2? 
the designer were: The Vicarage, " the t-ri-ndows of the Peterborough 
Cathedral Retrochoir,and the buttressing of Beverly St. Mary.^^ 
The "shapes" for use in the "limbo" area derived their dimensions 
from normal desks and chairs, but imre singly rectangular boxes 
painted black to allow for more varied unspecific use. Th3.s lack of 
specific identity, for these shapes, alloijed use in one scene as a 
desk (i.e.. Miss Mackay's office) and use in another scene (i.e., the 
Studio) as unspecific seating, vjithout the distraction potential of 
a specific, realistic piece of furniture. These sh^es also lent a 
theatrical or mystical quality to the "limbo" area which the designer 
felt ai-ded the acceptance of the flashback convention. 
^^Allen, op. cit., p. 85. 
?1 
Sir Banister Fletcher, A History of Architecture on the Com­
parative Method (New Tork: CharXes Scribner's S^ons, 1963), p. I1.88. 
^^Ibid., p. 99h. 
^^rancis Bond, Gothic Architecture in Ihgland (New Tork: 
Charles Scribner's Sons, 1912), p. 36U. 
^^Ibid. 
CHAPTER III 
TECHNICAL DIRECTIDH MD PBDDUCTION 
Once the elements of the design were settled, and a rendering 
done to insure that the needs, for the itiood and atmosphere of the 
play, ^-lere met, wrlcing drawings were con^ileted. These drat-iings 
included construction details for all items to be built for the pro­
duction. This writer, as technical director, undertook th3.s task as 
well as that of sijpervising all actual construction and painting. 
The problems of technical direction for The Prime of Miss Jean 
Brodie were coirgslicated by the three prior productions of the Montana 
Repertory Theater, -which bases its touring operation at the University 
of Montana. As a result of mounting these three shows, the use of 
the shop facilities was delsyed until one and one-half weeks before 
The Prime of Mss Jean Brodie was to open. In addition, the normal 
i-jork crews, sttidents participating in Drama ¥orshop and Stagecraft 
1 2 
courses, Work Study students, staff members, this writer included, 
and volunteer help, were all involved in the tour preparations for 
the Montana Repertory Theater. Once these preparations x^ere coirpleted, 
the technical director was able to delegate the responsibility for 
properties and sound, to students and staff, x#io then worked directly 
^Workshop in theater and Advanced Stagecraft are both coujrses 
requiring practical work experience in scenery construction. 
%ork Study—a nationally funded program i-Aiich p^s part of a 
student's salary (the other part being paid by the department he is 
eit5)loyed in) alloT-jing him to work -while attending school, at jobs 
related to his field of study. 
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•with the director. The technical director's construction crew 
throughout this production consisted of two Tfjork study students, 
available afternoons, and two to three students, participating in the 
Drama Workshop courses, available on a part-time basis. If the de­
sign had been a more complex one, more help woTild have been needed. 
In addition to construction crews, the technical director was 
rei^onsible for the location and training of running crews for sound 
and properties, as well as work and running crews for lights. For 
sound and properties as well as for one member of the lighting crew, 
Drama ¥orkshop students were used. For the lighting work crew and 
mnning crew, stu.dents from the lighting class were used. 
The training of these crews i-rill be discussed in the chapter 
on lighting (Chapter IV) in the Technical Rehearsal sections. 
As an aid to the director and to finalize the platfoxin heights, 
two li-foot by 8-foot platforms were legged to the proposed design 
heights. This was done pirLor to ar^r >rork in the shop, although after 
approval of the final floor plan. In this way it was found that the 
first level, legged at 6 inches, was too low to provide the easy and 
modest seating the director required for the girls in the classroom 
scenes. The platform was raised to 12 inches, and a step 6 inches high 
and 8 inches wide was designed to ease movement across this level. 
This was found to be satisfactory. The ippermost level, first 12 
inches high, was then raised to 18 inches, the maximum height the 
Pegging; the process of installing legs to platform units, 
in order to vary the elevation of these units. 
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designer tiiished to use, in order to provide reasonably normal angles 
for lighting, in conjunction mth the Masquer Theater's lox? ceiling 
(see Chapter I?, Lighting). 
Since the design was relatively singsle, and work progressed 
almost simultaneously on all items, production schedules were not 
used. Hox'jever, a ranlting of priorities was done, in order to give 
the director, first, those portions of the set needed most for the 
final blocking and rehearsal of the show. la conference iirith the 
director, the priorities for construction were established, as fol­
lows: 
1) The platform units 
2) All flats 
3) The convent benches 
1).) The buttresses 
5) The "limbo" furniture, the screen and the chairs for 
actor seating. 
The Platform IM.t 
The platform -unit was constructed utilizing the two U' x 8' 
platforms already legged for rehearsals. The new triangular and odd-
angled quadralateral pieces required to couplete the final unit were 
constructed using 5*^" shop grade plywood, used to keep costs dorni, 
ll ^ 
for the tops, which were nailed and glued to 1" x 6"' siderails, 
^Glue: All glue used in this production was Elmers Glue-
a white clear-drying polyvinyl resin glue. 
>5 /• 
-^1" x 6"; Unless otherwise noted, all lumber will be designated 
jji stock pre-finished sizes, i.e., 1" x 6", actual size 3/U" x 
1" X U", actual size 3/h" x 3 l/'2". 
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already on hand in the shop. These individual platforms were legged 
using 1" X 3" lumber (see detail, draining #3) nailed in place. The 
step und.ts, for use -E^ith the platforms, ijere constructed using 3/U" 
pljn>jood (shop grade) treads,^ na5.1ed and glued to 1" x 5" risers,"^ 
(actual size 3/U" x 5")• These units were constructed to fit the 
platform and nailed in place. The 5-3/U" assembled height of the step 
became a full 6" when the l/U" plyirood (grade A-D, used for its one 
good stirface) "planking" (see detail, drawing #3) was ^plied. 
The final surface of the platform unit was used to give the 
sppearance of a x-d.de board, xjood planlced floor, commonly fomd in 
construction from this period. The 1/U" plytrood was ripped into 
approximately 5-7/8" x 8' "planks" and the top edges were beveled to 
give the in^jression of g^s betxreen the boards. These planks were 
laid parallel with the front (d.oxmstage) edges of the platforms, using 
glue and nails. The "planking" s^iplied to the steps was also laid 
parallel to the front edge of the pla-bform, since it x^as desired that 
the step sppear an integral part of the platforra unit. 
Flat Construction 
The flats x-xere constructed in accordance xd-th standard flat 
construction techniques^ at the •[Jnix'"ersity of Montana Drama Department, 
g 
Tread: The •i5)per hox-izontsQ. part of a stair step. 
"^Rlser: The vertical or upright member between two stair treads. 
Standard flat construction techniques: At this time (Winter, 
1971) J the use of 9" comer blocks and keystones of l/U" A-D plyxrood, 
glued and stspled to rails, toggles, styles, and crossbraces, using the 
air-poirered automatic stspier xriLth 3/U" stales, xras the method of 
building flats. All the Stagecraft classes and all the technical staff 
were trained -bo use this method of fastening for flat construction. 
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since the crews were already trained in the procedin'e, and since the 
equipment was already geared for this style of construction, it was 
the logical choice of methods. The standard 9" comerblocks and key­
stones precut (and beveled to prevent snagging costimes and for safety 
in handling) from l/U" A-D grade plsnrood were glued and air-staled 
with 3/U" staples. The styles, rails and toggles were cut from 1" x 
3" (actual 3A[" x 3") stock, ripped from 1" x 10" lumber already in 
stock, to minimize costs. 
All flats, except for the 9'2" x-Jindow flat (see drawing #2) 
were built as single units. The 9'2" t^Jindow flat was hinged in the 
center in order to transport it from the shop to the Masquer Theater. 
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The t-Jindow and door reveals were cut from ipson board and glued and 
stapled in place. I^son board was used for its flexibility and low 
cost. Ple:d.igLass was used for the window "glass" since it is stronger 
and more flexible than real glass (a safety factor). This material 
was screwed to the back of the flats using 1" x 6" bloclcing to hold 
it in place (see detail, dratJing #2). The leaded glass effect was 
achieved by applying Scotch brand ?f33 electrical tq)e in 3/8" li'Jidth 
(obtained by slicing a 3/U" roll in half on the bandsaxf) to the dot-m-
stage side of the plexiglass windows. 
The door was constructed using 1" x 3" (actu.al size 3/U" 2: 3") 
flat construction using the plug from the door flat, arched to form 
^Reveals: That part of a door or mndow indicating the thick­
ness of the wall in t-jhich it is installed. 
^^U^son board; A cardboard materisGL, 1/8" thick, usually avail-
^le in U' X 8' sheets, tiith one side given a pebbled finish. 
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the arch top of the door. To give it the "planlced" look of the plat­
form construction, in order to have all the wood units appear to be 
built from planlts indicating period construction, the door was covered 
i"iith vertical 1" x 6" boards, beveled on the edges to accent the gaps 
between. Since this door was to be non-operable, to provide unhindered 
easy access to the stage, a jack was hinged to the back of the door, 
and a sandbag used to t-reight the jack, holding the door upright, behind 
the arched opening in the flat. This scheme was used because the door 
was heavy and inoperable, it was sirtpler to have it free standing. 
The Convent Benches 
These benches were designed to fit in t-zith the other wood of 
the door and floor. Their sinple straight-lined construction could 
easily have been made by the same rural craftsman tAo laid the floor. 
The end pieces were added to, in order to nalce the 18" depth. 
The seat, too, was pieced and then end nailed tri-th 16D firdsh nails, 
as xras the back. Blocking was glued and screwed in place for added 
strength and the sirrple molding around the legs added a small touch 
of detail to indicate that these benches received a little more atten­
tion, since they were for a convent. 
The Buttresses 
The buttressing, added to give detail and interest to the flat 
vralls, was constructed from 1" x l?g" (actual size SAt" x iV) lumber, 
ripped to size, in order to reduce costs and weight, since these units 
were non-structural. Special small keystones were cut to facilitate 
construction and normal flat construction techniques were used. As 
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indicated (see detail, drawing #2) five separate types of buttresses 
were required. Types 1 and 3 rested directly on the floor and matched 
the 9'U" height of the flats. Type 2 rested on the floor also, but 
was only 8'5" in height in order to clear the beam in the Masquer 
Theater. Types U and 5 rested on the 18" platfom and were constructed 
7'10" in height to match the top of the flats, j&i addition, Type 5, 
consisting of only two sides, was built in place, using ipson board 
to form the slanted top and lower step, for ease of construction since 
the walls did not meet at a right angle. All buttresses were nailed 
in place from the back of the flats. 
Limbo Furniture 
The limbo box "shapes" and the chairs, for actor seating, were 
built last so that the director could finalize the size of the boxes, 
and determine the ntimber of chairs needed. The boxes were constructed 
using 3/8" plyiirood tops, l/U" plywood sides, and using 1" x 3" (actual 
size 3/U" X 3") interior bracing. The thicker tops were used to sup­
port the weight of the actors viithout flexing or creaking, since these 
"shapes" were to be as unobtrusive as possible. All sides were closed 
in with plytrood and covered with muslin, using casein paint as an 
adhesive, in order to retain their neutral quality even if they were 
tipped over during performance. 
The chairs for actor seating >3ere designed to be extremely light 
T'jeight and ea^ to move since thev were to be carried by actors. The 
seat back provided for easy handling and was left open. The sides, 
between the legs, were covered >jith muslin to provide a place to set 
properties out of sight. 
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The Screen 
Since it was to be lighti-Teight, the frame tras constructed of 
1" X I'g" strips (actual size 3/U" x l-a")* The interior bars were 
1" :c 1" (actual size 3/k" x 1") stscpled (i-jith the air stapler) and 
glued iri-thin the frames. The three frame sections were hinged to­
gether using 2" light narrow fast pin bu.tt hinges. The frames were 
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covered on both sides t-iith tobacco cloth. An atten^t was made to 
provide a translucent quality but was rejected by the director in view 
of the fact that the actress was actually nude to the waist during the 
change. To avoid any possibility of tipping the screen over, in view 
of the consequences, the screen was hinged to the wall and st'Jung into 
12 (p'j 
place for use. Rai-rl plugs ^ were used, in drilled holes, to hold 
the screws in the masonry wall of the Masquer Theater. 
Painting and Detailing 
In achieving a te:rfcure for the walls, a relief greater than 
that provided by sat-rdust or ?ermiculite was desired, to enhance a rural 
or roughly finished, yet well-crafted feeling, the designer wanted for 
the convent. I4>on a suggestion by Bill Raoul, designer at University 
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of Montana, i-jood chips produced by a dado ^ set were tried. These 
larger and shaiper chips seemed a better solution. Ttro methods of 
applying these cMps were tried. 
llTobacco cloth; A che^, loosely t-roven cloth, like cheese cloth. 
^^Rawl plugs(^): Fiber-like dowels inserted in holes drilled 
in masonry to hold screws. 
^^Dado set: A set of blades consisting of two combination blades 
for cutting, sandi-Ticliing a variable number of cliipper blades. Used in 
table or ra^al smrs for making grooves. 
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In the first method, a base coat of the set color, a •warm brown, 
was ^plied to the flat. The chips were then hand soT-m over the wet 
paint. A coat of the set color was then sprayed on, pifcnientinp; and 
sealing the chips to the muslin sttrface. This method reqtiired that 
the flats be painted while horizontal and that thejr remain horizontal 
\mtil the casein paint was set or else the chips would run or fall 
off. This method, t-Aiile living acceptable texture, slowed up the pro­
cess of painting since the paint shop at the Ibiversity of Montana is 
rathei* small. 
The second method of mixinj^ the chips directly into a slij»htly 
thicker paint mix and then brushing the mixture directly on the flat 
also i-jorked. The relief obtained was slightly less, but the distri­
bution could be controlled and modified more easily than could the 
first method. In addition, less paint was itsed, resulting in shorter 
drying time, allot-jing the flats to be moved out of the way more quickly. 
This method was also used for touch-up after the set was in place. 
Once dry, the flats and buttresses were stood tpside down and 
spattered^'^ >Jith a dark brovm, a mustard yellow and a dark red, to 
give life to the monocliromatic wa3JLs. The spattering was concentrated 
towards the top of the flats, to darken them so as to better fade off 
into the flat black ceiling of the Masquer Theater, to de-eitphasize 
the effect of the low ceiling. 
^Spattering: A technique of painting consisting of striking 
a paint-containing brush against the hand and directing the spr^r on 
the surface to be spattered. Used to give the feeling of texture, to 
blend minor inperfections and add interest. 
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All the wood on the stage, the platform -unit, the tenches and 
the door unit, irere base-coated "STrith scenic burnt umber. The door 
and the platfoins were dry brushed I'Jith the set light brot^n color 
to "ase" them. The benches were dry brushed with a dark broi-m and a 
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dark red to add interest. They were then sealed with clear latex 
to protect the costumes. 
The "Umbo" furniture was all painted flat black to render it 
as unobtrusive as possible. The chairs and the screen were spray 
painted to speed up the painting process. 
The floor of the plc^^ing area was painted a dark gr^ to pro­
vide a neiitral area between the warm •C5)stage convent and the undefined 
"limbo" area doxTOstage. 
The black electrical t^e used for the "leaded" glass effect 
proved too dark and was painted a light grsy to closer simulate the 
lead separation strips. The ple:rf.g3.ass was thai painted i-Jith clear 
latex which rendered it translucent. 
Once the flats were erected in the Masquer Theater, the plat­
form unit was leveled using cedar shingles as leveling x-iecfees to 
adjust for iiregularities in the floor surface. 
^%umt umber: All paint colors mentioned are Placo Casein 
scene paint colors. 
^^ry brushing; A technique of painting in x-fhich an almost 
drj*- brush is used to cover the base color only partially, allo;d.ng 
the blend of the t^ro colors to be seen. Used to texture or blend 
surf axjes. 
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'Clear latex; A clear latex vehicle without pigment. Used 
to seal the surface against wear or water. 
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Another part of the technicsil director's duties was to siper-
vise the technical rehearsal. Since this rehearsal was, for this 
production, primarily concerned x-dth lighting;, it T-Till be discussed 
in the foUot'dns ch^ter on lighting. 
CHAPTEE IV 
Lin-HTBIG Aim TBCHMICiO, RMEAISAl 
T-Jhen the design vras finalized to the point where the final 
floor plan was approved, and once blocking patterns were established 
by the director, the work of the lighting designer began. For this 
production, this writer, in his opacity as technical director, was 
responsible for the design of the lighting. 
In lighting The Prime of Mss Jean Brodie, the technical dir­
ector atteiipted to add to, and reinforce, the atmosphere created by 
the physical setting. 
For the convent an aura of serene normalcy, without excessive 
theatricality, was 'desired, in order t-o augment the feeling of sanc­
tuary provided b3r the thick walls and warm t-iDod of the convent setting. 
For the flashback scenes, a different atmosphere, suitable to 
the romantic and dramatic Miss Brodie, was required. Here, more the­
atrical lighting^ styles and colors could be used to support the use 
of the flashback convention and differentiate it from the scenes set 
in the present. 
In addition to these, t^ro more requirements were made of the 
lighting for this production: 
1) That the lighting should be controlled so as to 
provide for the transitions betvreen scenes. 
theatrical lighting: Lighting whose purpose is primarily for 
dramatic effect rather than visibility. From Richard James' lighting 
class. Winter, 1970, lecture notes. 
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2) That there be some provision, i^ithin the style of 
lighting used for the flashback scenes, for setting 
off or differentiating the two exterior scenes from 
the interior scenes. 
2 
The instruments used to achieve these ends were 6" Fresnels, chosen 
for their wide diffuse beam pattema, coirpact size, sind availability. 
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These instruments allowed reasonably normal, McCandless Method, 
lighting to be used in spite of the low ceiling in the Masquer Theater. 
Ellipsoidal reflector spotlights^ (commonly known as lekos) were tided 
but available instaruments (6" medium beam Century) were bulky and 
proved to have too narrow a beam angle to provide optimum area cover­
age at the short length of throw necessitated (if vertical angles 
near were to be used) by the low, 10-foot high ceiling. 
The stage area was broken ip into nine areas for control pur­
poses. These areas (see light plot, drai-iing #Li.) were dictated by the 
configuration of the setting, position of the furniture, and the 
blocking requirements, as set up by the director. The most doT-mstage 
area (area 1, see drat-Jing j^%) at the post, was lit x-d.th three instru­
ments gelled in Bid.gham light flesh pink, Brigham #17, special 
lavender, and no gel for the center instrument tdiich was hooded, to 
p 
Fresnel: A small lightireight lighting instrianent using a 
Fresnel lens (a short focal length lens designed to resist heat) and 
having a soft-edged beam pattern. 
%cCandless Method; A method for lighting the stage derived 
from lighting conditions found in naturej involving (for the stage) 
tvro instruments, providing warm and cool light beams, situated so as to 
illuminate an area •frith their beams intersecting at a 90° angle, viewed 
in the horizontal plane, and at viewed in the vertical plane. 
^Ellipsoidal reflector spotlight: A spotlight using an ellip­
soidal reflector, a tubular bulb, and usually providing shutters to 
control the beam shape, ijhich is characterized by its hard edge. 
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confine the beam to a small area. This was used for those times when 
Mss Brodie was alone at her desk. Area 2 lit the area close to the 
desk and the backlight and fill light were controlled separately. 
The other areas also tjere set up for this separate control of back­
light and fill light in order to be dale to vary the balance betx-reen 
them. Oiiljr in Area 1 and Areas 7 and 8, of the flashback area light­
ing, was the fill and backlight controlled by a single dimmer. This 
was done to ease the control of these small areas. The only time 
these were used alone was for the rainy street scene (Act II, scene 
2), and this vras lit at an intensity which allowed the blue backlight 
to dominate as desired for the scene. A single leko was used for the 
extremely restricted lighting needed for the screen area (Area 9), and 
shuttered dotm to the desired size to eliminate spill, this was gelled 
in Brigham #30, light blue special, to match the lighting of the 
studio scene. 
freneral illumination for the convent scenes xms provided by 
four, 6" Fresnels. Tx-ro installments, one gelled in Brigham 7f62, bastard 
amber,^ and one in Rrf-gham ?;CL7, special lavender, were positioned on 
either side of the upstage/dox-msta^e diagonal, to light the upstage 
convent area. These instruments were angled at less than (U5° be­
ing the McCandless optimum) so as to light the actors ^ove the waist 
xfhen they used the first level playing area. This vras done to keep 
the same quality of light (angle and color) for the brief moments when 
the nun and the reporter moved into that first level playing area, 
x-3ithout reqtdring additional control. 
brigham ;!^2, bastard amber: All gelatine color medium names 
and nmbers, refer to gelatine made by the Brigham Gelatine Coirpany. 
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Tx-ro other instrtnnents were gelled in Brigham ;(^L7, special laven­
der, and aimed along the set walls to highlight the stirface texbure 
and create shadows in the window and buttress areas, adding visual 
interest to the setting. For the flashback scenes the designer esperi-
mented viith the use of backlighting a somewhat difficult task in the 
Masquer Theater's physical setting, as the low ceiling prevented using 
7 
a high angle wash effect from the tpstage area. Instead, id-th sev­
eral (13) 6" Fresnels aimed very slightly domstage, a batteiy of 
closely qpaced beams combined to give the desired effect. These 
instrments could only be tipped a few degrees dovmstage, before they 
shone in the audience's eyes, but through experimentation i-iith all 
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the types of Fresnels available, the Little Presnels >iith black ris-
9 
ored lenses were found to control the flare light oaough, to minimize 
the distraction and make the idea of backlighting practicable. These 
backlights were generally gelled in Brigham #29, special steel blu-e, 
id-th those instruments on the periphery of the flashback area (i.e., 
up left and right, near the seating areas, and up center, near the 
convent area) gelled in Brigham 7f30, a deeper blue, to create a visual 
^ack lighting: Lighting aimed from behind the actor at a high 
angle to highlight and set off the actor from the background. 
"^Wash: Lighting spread evenly over a large area usually in a 
single color to create mood effects. 
kittle Fresnels: Fresnel lighting instruments manufactured 
by the Little Stage Lighting Coirpany. 
%lare light: Stray light uncontrolled by the lens, produced 
by chesp or inaccurately molded lens systems. The painting of the 
risered portion of a fresnel lens helps to eliminate this problem. 
botindary around the flashback area. This scheme of backlighting was 
used to set off the flashback scenes, giving the actors a slight blue 
highlight on their heads and shoxiLders. Wanner fill lighting^^ in 
Brigham #17, special lavender, and Brigham #2, light flesh pink, was 
added for visibility aid to restore the costimie and malceup colors 
(MSS Rrodie's maroon dress was quite grayed out by the blue doi-jn 
lights, but the pink 'Rrigham #2 gel brought it back to life again). 
I'lLthin the baclclight/fill light convention, balance was altered to 
provide variation in lighting i-jhich would suggest the atmosphere of 
the exterior flashback scenes i-Jithout changing or altering the exist­
ing lighting convention. The warn fill light was dimmed and the 
rainy street scene (Act II, scene 2) played under predominantly blue 
backlighting. In the latcm scene (Act I, scene 10) the backlight was 
dimmed, allomng the xrarmer, brighter, fill, or frontal light to dom­
inate, giving the warm sunny atmosphere that this scene required. 
The desire to be consistent with the styles of lighting used, 
both for those actors and scenes set in the present, as well as for 
Mss Brodie and the flashback scenes, was in keeping with the designer 
xd-sh for sinple, uncluttered solu.tions, conpatible x-dth Miss Brodie's 
outlook on life. 
An additional factor, controlled by the lighting designer (tech 
nical director) to provide transitions from scene to scene, x-xas the 
movement of light. Several techniques x-rere used as requested by the 
^%ill light: A term used to denote light x-jhose pxxrpose is to 
elimin&.te deep shadox-TS on the actor's face and increase the general 
level of illumination. 
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d3.rec+.0T>, to control the flow of action from one scene to the next. 
Cross fading, a technique of lowering the intensity on one scene, 
while raising it on the next one, was used when it was desired to 
keep the flow of the plsgr in motion. Fading the scene being played, 
to black, and then bringing -cp the next scene, was used when a slight 
pause was reqtiired either to separate the feeling of one scene from 
the next,or to allow actors to move into place unseen. Also, the 
speed of the fades was varied,depending on the feeling of the scene. 
These and other decisions were made during the technical rehearsal. 
The Technical Rehearsal 
The purpose of the rehearsal is to provide an opportunity to 
check and adjust all the technical aspects of the production. During 
the rehearsal the attention of the director and the technical director 
is focussed on the integration, into a coherent whole, of the sound, 
the lighting, the properties, the special effects, and other solutions 
to the technical problems of the production. Including movement of 
scenery and actors. 
Lighting. In the flashback scenes the strong blue backlight 
was found to have strong aging effects tpon the lead actress. The 
costumes, viewed at this time, •t.jere also grayed out slightly, and the 
decision was made to add two more instruments, gelled in Brigham #2, 
lisht flesh pink, to provide more and warmer fill lisht in these 
problem areas (this later proved to solve the problem). 3jn addition, 
in some areas the lighting was found to be somewhat uneven. This was 
later cured by re-aiming and adjusting the instruments for more overlap 
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of their 13631115. The execution of cues as to speed and cuing was also 
set at this time. The crew was fainiliar iidth the equipment already, 
so only the execution of the specific cues required discussion. 
•Ry the end of the rehearsal, 1'IH.ss Brodie's dress, a combination 
of reds, greens, and blues, X'Jith yellow accents (verjr difficjlt to 
Ught and not at all attractive) was ruled unsuitable by the director 
and the final costume, a sijiple-lined maroon dress posed no problem to 
light. 
Sound. The reauiranents for sound effects in this production 
were extremely minimal. The singing voices of the girls was recorded 
during the normal rehearsal period and their voices, music recorded 
from "La Traviata" and the noon "gun" were the only effects used. The 
student mmning the tape recorder was instructed in its operation and 
cuing was recorded. The final sound t^e was made later (by another 
staff member) and i-rith leader tape spliced between the actual recorded 
cues, to malce starting the effect on cue possible. The phonogrsjjh 
(pantomimed) cuing was xrorked out (the actress pantomiming the opera­
tion "sTOuld lift the imaginary tone arm, place it on the record and 
hold until the sound came on), and the cut of the girls singing, for 
background in Act U, scene U, was discovered to be too short. Since 
the cue was to be started, then faded out, and then after a two-page 
brealc, brought iq) again, it was decided (since there were so feif cues 
and time to the next cue was far from critical) to recue the single 
cut, and fade out aS the song ended, in order to be out some time 
before lliss Brodie's line, "Oh, dear, can choir practice be over so 
3^ 
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•soon?" As the cut consisted of several short songs, this practice 
worked •j'jithout problems. The speaker for the playback was located in 
the tpstage area x-rithin the convent setting, since this was the only 
masked, onstage position. The eqtdpment used was checked out from the 
Instructional :Materials Service on the University of Montana can5)us. 
Properties. T)uring the rehearsal, the technical director re­
viewed the work of the prop crew'. The suitability of each prop, and 
its movement from location to location, during the show, was noted. 
The only problon discovered, a white vase, that was too wliite, was 
solved by lightly sprs^Ting the vase x^ith black and gold spray paint, 
to tone dovm the glaring white finish. 
The storage of properties under the chairs worked out t-dthout 
difficulty and the movement of the chairs used in the office scenes 
required only one additional assignment; to have Mr. Lotrther remove 
both chairs to the tp left area, while I^B-SS "Rrodie remained doi-jn cen­
ter, ready for the next scene. Previously I'tr. LoTrther and 1-Iiss Brodie 
had each ronoved his oi-jn chair and the mood of the scene was iirpaired. 
Tiuring the technical rehearsal the problems of getting the ac­
tors off stage in the blackouts for the two act breezes was discussed, 
and the decision, by the director, left for later. (Einally the 
backlights were used to provide enough light to see by, and orderly 
exit patterns were established. After the last actor e:d.ted, the 
house lights would come up for intermission.) 
11 
Alien, ogi. cit., p. ̂ 2. 
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The lighting changes were made before the next rehearsal and 
intensity levels were also readjusted at that time to increase the 
visibility in the flashback scenes. The technical crews for lighting 
and sound held one more separate rehearsal t-Jith the technical director 
and the show opened for the public. 
CHAPTffi V 
CONCLUSION MD CRITIQUE 
Since the designer x^as on tour tjith the Montana Repertorj'' 
Theater when the run ended, there was no formal cidtique of this 
production. It seems fair to conclude, however, since a total of 
Ii.88 seats (out of the 500 offered for sale) were sold, that the 
production was a success (see Appendix D, Financial Report). 
In the designer's opinion, the overall production style worked. 
The quick transitions, using lighting changes, tri.thout noisy, dis­
tracting, scenerj'- shifting, allowed the play to flow smoothly. The 
size and sh^e of the convent unit seemed to extend just far enough, 
towards the flashback area, to provide support, T'lithout intrusion, 
for the flashback scenes. The backlighting set off the flashback 
scenes, and si5)ported the flashback convention. 
However, the feeling of period, most inportant for the convent 
area, was lacking, and the texture of the walls was not as pronounced 
as the designer would have liked. Also, the flat walls could have 
been taken out of plane slightly, by gluing muslin to the surface, 
and then adding the texture, to give a more rustic feeling to the 
setting. In addition, more detailing, on the benches, perhaps wood 
trim on the tcindows, and a wall sconce, or rotigh chandelier, could 
have been added to bring out the specific character of this particu­
lar convent, and give a feeling of period. 
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The pxapose of this study was to record and describe the pro­
cesses of the design and technical direction of The Prime of Mss Jean 
Erodie. The design process was described from first irrpressions, and 
preliminar:/ discussions with the director, to the analysis of the 
play, its style, and its characters. These elements were combined to 
form a total iirpression, or atmosphere, which then became a guidepost 
for the evolution of the final design. 
Tn describing the technical direction, practical problems of 
working mthin the physical limitations of the Masquer Theater were 
discussed, with particular eir5)hasis placed upon how these limits 
affected the design. This discussion should be an aid to anyone de­
signing for this theater. 
The lighting design xjas discussed as it related to the total 
design of all the visual elements of the production. A method was 
discovered to allow the use of backlighting, i-athin the limitations 
of the low ceiling in the Masquer Theater, which may be an aid to 
others lighting in similar theaters. 
The Prime of Mss Jean Hrodie is an exanple of how a single 
character can dominate an entire play. Every decision made, during 
the design and technical direction process, was made tiiith l-ILss Brodie 
in mind. The other characters in the play have, as their reason for 
being, the existence of Miss Jean Brodie. Although the play is flawedj 
it is too long, its e2<position, presented cumtilatively, dissipates 
the dramatic irtpact of Miss Brodie's "assassination", and its charac­
ters, other than Jean Brodie, tend to be a "dttll lot,"^ yet the play 
^Barnes, o^. cit. 
"is at its far from inconsiderable best when concentrating npon the 
character of Miss Brodie herself—indeed, here it is fascinating in 
2 
its insights into a marvelously portrayed eccentric human being." 
For this tjriter, it x^ras a pleasure to know her. 
'Ibid. 
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University of Montana Department of Drama 
Montana Masquer Club 
- Presents -
Montana Masquers Scholarship Production 
THE PRIME OF MISS JEAN BRODIE 
by Muriel Spark 
March 10-13, 1971 - Masquer Theater 
Directed by Margaret Johnson 
Scenery § Lighting Designed by Clayton Hor 
Costumes Designed by Marianne Nelson 
CAST IN ORDER OF APPEARANCE: 
Ferry Vladimir Velasao 
Sister Helena Rae Horan 
Jean Brodie Rebeoaa stevenson 
Sandy Jane Fettows* 
Jenny Luainda Eolshue 
Monica Kathy Danzer 
Mary Judy Donham 
MaaKay Frances Morrow** 
Teddy Ltoyd Jim Car on 
Lowther Everett Robertson 
Clm'a Linda Miahelin 
Miss Campbell Arlynn Fishbaugh 
MoCready Harry Gadbow* 
Gir Is Peggy 0 ' Conne 11 
Jan Jones 
Susan Owens 
Setting: Convent 1971. The action of the 
play takes place in the memory of Sister 
Helena. There will be a 10-minute inter­
mission between Acts 1 and 2. 
Produced by special arrangement with: 
Samuel French, Inc. 
PRODUCTION STAFF 
[STANT DIRECTOR Cathy Larish* 
;JE MANAGER Harry Gadbow 
iJERY Peter Day, Richard Beger, Mike Loken, Mike Lyngholm, Susan 
Owens, Kelly Webb, Tom Morris 
'UMES Holly Olsen, Brian Thompson, Rosemary Ingham, Paul Gjefle, 
Peggy Dodson*, Nancy Nichols*, Phyllis Beecher, Jeanine 
Streber. 
ITING Jim Scott, Dave Doney, Ted Kramer* 
ID John Bradford, Diana Dunlap 
-UP Colleen Brady* 
'ERTIES Bob Burns, Anna Weber, Karen Peterson 
OFFICE Dale Haines*, Bill Gillespie*, Frances Morrow, Dick Russell* 
ICITY Arlynn Fishbaugh, Montana Masquers 
'OGRAPHY Dan Burden, Ron Johnson 
Ise refrain from smoking in the theater, 
notes Members of Montana Masquers. 
notes Members of Royal Masquers. 
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OFFICE REPOBl Winter 1971 SEASCBi 
JPEOOUCED B'f Montana Masquers 
.TES March 10,11. 12 ,  1 3  
•^i^i rntfutrnkmif. ift .U f:- 'Iii-»»ific --- i ir^n-- m - rfrn tW 1 niprM^ii^iiumrT-iiwn j. 
• GEHSRAL STURENT 
vTES ' ADMlSSICm ADMISSIC® SEASONS COHPS 
THEATER J Masquer DiasCTEDMargret Johnson 
3/10 
VI1 
3/12 
/13 
/9 
TOTALS TOTALS 
14 
$28.OG 
15 
$30.00 
34. 
$68.00 
41 
$82.00 
76 
$76.00 
69 
$69,00 
63 
$63.00 
56 
$5#. 00 
specia; perfo» ance 
20 
$10.00 
10 
$10.00 
' 86 
$43.00 
TOTAL RiCEIPTS 
94 
84 
117 
107 
86 
TOTAI. AfTANDsANG^ 488 
if: 
vICZAL STATSISST (based on ticket stubs) 
0 $2.00 $208.00 Sox Office l?Acei|:ta $530.00 
Sesaon Ticket- Sal-ji 
Other 
@ $1 • •00 $264.00 
3$ .50 $ 58.00 
@ . . • 
7a 'eS> 
$104.0( 
$99.00 
$141. 0( 
$143. OC 
$43.00 
$530.OG 
/a) 
$530.00 
gatlisatod Total $ 
ACIOAL UEPOSIf $"TF30"00 
Stjg Offifea Manager 
fiefisairtaeat of Draa» 
Otiiversifcy of liantaoa 
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